audience with his inspired stunts and ever-new disguises. He was morbid and mysterious as Hamlet, irresistible as Schnitzler's Anatole, sinister in Strindberg's dramatic nightmares, flamboyant in Schiller's Don Carlos, utterly sophisticated in the farce by Oscar Wilde, taut with hysteria in expressionistic fantasies, quivering with wit and rhythm in the musical comedies by Offenbach. He managed to appear slender on the stage, although in reality, he was rather on the flabby side. He looked strikingly attractive if his role required good looks; and, if necessary, transformed himself into a stooping old man. He was by turns bland and violent, ribald, tragic, timid, or feline. He was all talent, no substance: the most ingenious performer I have ever seen" (115).3 It must be borne in mind that this description was written some sixteen years after the fact, and thus must have been colored by the experiences of the intervening years. Still, we can assume that some of the impressions given here are accurate representations of Klaus Mann's state of mind at the time of the meeting. Even if we leave aside the question of whether these remarks accurately reflect Griindgens's character, there can be no doubt about Klaus Mann's admiration for his abilities as an actor.
One of the significant results of the collaboration on Anja and Esther was the marriage of Erika Mann and Gustaf Grundgens, which took place in July, 1926 . This turn of events affected Klaus deeply, for, as he wrote in a letter to Pamela Wedekind, "Die Nachricht von Eri's Verlobung hat mich sehr erschiittert, wenngleich ich vorbereitet war and ja auch nicht weiss, wie weft sie stichhaltig ist" (Briefe 1:115) . (The news of Eri's engagement has shaken me profoundly, even though I was prepared and don't even know how definite it is). In the same letter he proposed to Pamela that they be married during that summer. The fact that Pamela subsequently broke their engagement in order to marry the Expressionist playwright Carl Sternheim must have dealt a double blow to Klaus's self-esteem. Perhaps in partial compensation for this blow, the relationship between Pamela and Sternheim later achieved artistic expression in the none-too-flattering depiction of Nicoletta von Niebuhr and Theophil Marder, two characters who figure prominently in the plot of Mephisto.
The professional and collegial component of the relationship between Klaus Mann and Griindgens soon came to an end during the unsuccessful run of Klaus's next play, Revue zu Vieren, in which Erika and Pamela also starred. Griindgens had harbored misgivings 2 Studies in 20th & 21st Century Literature, Vol. 13, Iss. 2 [1989] wrote, a portrait of the councillor of state and director Gustaf Griindgens, with whom I was acquainted as a young man? Not quite. Hofgen differs in some respects from my former brother-in-law. But even assuming that the figure in the novel were more similar to the original than it actually is, Griindgens could still not be considered the "hero" of the book for that reason. In this endeavor, which is critical of the times, it is not at all a question of the individual case, but rather of the type. Someone else could have served me just as well as an example. My choice went to Griindgens-not because I considered him particularly bad [he was perhaps even better than many other dignitaries of the Third Reich], but simply because I happened to know him particularly well. It was precisely in consideration of our previous intimacy that his transformation, his defection, appeared so fantastic, curious, incredible, fabulous enough for me to write a novel about it).
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Studies in 20th & 21st Century Literature, Vol. 13, Iss. 2 [1989] Further autobiographical features of the novel give still more evidence of Klaus Mann's tendency to combine his public indignation with his private wishful fantasies. Besides Barbara and Sebastian, those characters in the novel representing real people to whom Klaus remained sympathetic are depicted as joining the exiles and aligning themselves with the anti-Fascist movement. They include Geheimrat Bruckner (Thomas Mann), Dora Martin (Elisabeth Bergner), "der Professor" (Max Reinhardt) and Hedda von Herzfeld (Therese Giehse). Otto Ulrichs (Hans Otto) remains in Germany and is murdured by the Nazis. The only glaring departure from this general adherence to historical accuracy is the portrayal of Nicoletta von Niebuhr (Pamela Wedekind), who divorces von Marder (Sternheim) in order to return to Germany and marry Hofgen. Klaus Mann seems here to have taken the opportunity to exact a modicum of revenge on Pamela for having renounced him in "real" life.
While his qualified admiration for Grundgens's talents as an actor and director diminished proportionally as their relationship deteriorated, Klaus had every reason to be envious of Griindgens's accomplishments, which had been considerable even before Hitler came to power. In contrast, Klaus's own theatrical career, which had gained him much notoriety but scant respect among his peers, foundered after the unsuccessful run of Revue zu Vieren. Although Klaus continued to publish profusely before his exile from Germany in the spring of 1933, he failed to approach the level of public recognition as a writer of fiction or as a social critic that his counterpart had achieved as an actor and director. This deficiency on Klaus's part, which was both real and imagined (occurring as it did during a crucial formative period in his life) was doubtless exacerbated by the conditions of his impending exile. Accordingly, his perception of the disparity between his own accomplishments and those of Griindgens must have profoundly affected his self-esteem. On the one hand, he could console himself with the thought that Griindgens had paid dearly for his success by selling his soul to the forces of evil, while he (Klaus) had jeopardized his own career by remaining true to his principles. On the other hand, he must have been haunted by the suspicion that, if the Third Reich had never existed, Griindgens would still have enjoyed the same success while his own career might have failed for reasons unrelated to the problem of exile. Crucial in Klaus's relationship to Griindgens was his relationship with his sister Erika, which, as we have seen, became more intense as the rift between her and Griindgens widened. The increased closeness of the two siblings, which continued through most of the thirties, provided Klaus with an emotional compensation for the loss of intimacy with Pamela Wedekind and at the same time may have appeared to him as a minor victory in his secret rivalry with Griindgens. If he was, by his own admission, "shaken" by the news of Erika's engagement to Griindgens, he must have been similarly relieved upon learning of their separation and subsequent divorce.
The conflict between Klaus Mann and Gustaf Griindgens continued long after the uproar following the first publication of Mephisto had abated, and that despite the fact that the two principals never again came face to face. Klaus emigrated to the United States before the Second World War and became a naturalized American citizen. After serving in the United States Army during the war, he went through a protracted period of depression which ended in his death by suicide on May 21, 1949 in Cannes. Exactly a month earlier he had sent a letter to a German publisher named Georg Jacobi requesting him to consider republishing Mephisto in Germany. In a letter dated May 5 he received a polite reply with the statement: "Von hier aus aber kann man schlecht den `Mephisto' starten, denn Herr Griindgens spielt hier eine bereits sehr bedeutende Rolle, and die Presseveroffentlichungen werden Sie sicherlich kennen, die inzwischen 10 Studies in 20th & 21st Century Literature, Vol. 13, Iss. 2 [1989] Although Klaus Mann's suicide must be attributed to a combination of many disparate factors, there can be no doubt that the prospect of not being able to publish Mephisto in a post-war Germany which was more than receptive to ideas critical of its Nazi past weighed heavily on Klaus's mind just before his death. What must have been doubly demeaning to him was the knowledge that Griindgens, after undergoing a brief and relatively painless process of denazification, was once more embarked on a successful career which had every indication of eclipsing the one which had been interrupted by the war. Meanwhile, Klaus had little to show for his efforts except the knowledge that he was continuing to be true to his principles.
But apart from the apparent victory that Griindgens had once more won in their private war, Klaus had other even weightier reasons for being despondent over the course his life had taken. Among the most significant was the fact that his relationship with Erika, so intense during the pre-war period, had been deteriorating. As Klaus's
